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fact that they may add a very helpful factor to their
work if they can get the mother of a pupil actively in¬
terested in her child’s work. There are certain details,
such as regularity of practice, faithfulness of applicacation, and development of interest, which the mother
can greatly enhance in results if she will busy herself.
If, in addition to this, the mother is able to play and
will play with her girl or boy—in duet work, for example
the teacher has one of the most powerful aids to his
work thatcan be secured. In the sketch of Rubinstein,
which appears in this number, remark is made in regard
to the influence which his mother exerted on his musical
development. We wish to urge teachers to make a spe¬
cial point to find in the family of every one of his pupils
some one to assist in this home oversight.

*****
The proprietor of a Boston place of amusement was

been overcome by the intense heat at Omaha, and said
that the few days there had thrown him back to the con¬
dition he was when he left Milwaukee for California.
Little was thought of this by his friends in Chicago the
natural expectation being that further rest would restore
his usual health. Accordingly, he visited his son, Mr.
Thomas H. Fillmore, who succeeded to his father’s work
in Milwaukee, attended the banquet of the alumni of
his former school, and then left suddenly for the East
without returning to Chicago. In a short note he stated
that he found himself too tired to come back as agreed
and hoped to rest at New London. The brief telegraphic notice of his death gives no particulars.
Professor Fillmore was a strong and an upright man
touchT I b rath6r 8 mUSiCal di8positi(m.
natural
touch had been spoiled for him by indiscreet German
teachers, and he declared that what his AmlT

fined fifty dollars for allowing a band concert on a Sunday
evening. The testimony of experts was adduced to
show that the music was not “sacred.” It would be in¬
teresting to know the principles by which the quality of
“sacred music” was determined.
One witness said

“•a - ao for h,mo, . .“itrs
Leipsic completed. Nevertheless he did that venerable
school the j ustice to say that this was mainly in conse

sacred ” music is “religious,” which is a mere shuffling
of terms. The implication is that the term “sacred ”
as applied to music, is a matter of association, perhaps
of words, as choruses or arias from oratorios or overtures
to a sacred cantata ; of custom, as a postlude in march

- • p..yer,
H™si”^"TSof7boZ “
methods of piano teaching gave way soon after hforetom
to America, and during a period of
return

form or a pontifical march, an organ voluntary, a Bach
fugue ; of movement or rhythm, as the slow movements
of symphonies or other large forms.
Thns the question hinges on convention and individual
opinion, which can be influenced by many causes. One
person, who looks upon the opera with ill-concealed
horror, would call a selection from an opera unfit for
playing on the Sabbath, and yet the piece itself may be
a prayer-there are many examples in operatic music-or
a devotional chorus.
It seems to us that there is an opportunity for teachers
throughout the country to do some missionary work in
helping the public to a clearer and more consistent view
as to the province and character of sacred music.

““ ‘'a k'«»

gradually came around to accept the^iT Dr In
XXT ^ 3lWayS — a —* advocate of

pia^m^L^r^ WS

work of similar scope.
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upon Professor Fillmore’s teachi™

>«. .».oB

L7.Xt»r“p"*ot

g

lnflnence

"r:,b

S

■-—
Hugo Riemann in regard toZZ™ °f D°Ctor
“ New Lessons in Harmony ” were made Wn’ ^ Ws
apply them to elementary instruction
eff°rtt°
His entrance into the investigation of Indian music

member of the musical section of the Ethnological Con¬
gress, and added not a little to its interest. It is a great
pity that he could not have continued in this work, for
through his sincerity, simplicity, and careful study for
about fourteen years, he had become more and more
expert in tracing Indian melody, and in drawing the
difficult line between what the Indian was trying to
sing and his involuntary abberrations from the pitch
intended.
Probably Professor Fillmore will be most missed as a
writer. His pen was singularly clear and practical. He
had a
hard head,” and plenty of plain, good sense.
Accordingly he had acquired, especially in The Etude,
a very firm foot-hold with teachers ; and this clientele
would have been larger if his work had been more
commonplace in its underlying ideas. Unfortunately,
too many teachers, when it is a question of work of this
kind, ask themselves : “What is the good ? Will one
play any better, live more virtuously, or understand art
any better for reading all this about the * underscale ’
or Indian harmony?” No one being at hand to give
the correct answer,—which is that everything helps to
round out human intelligence and insight, and that in
proportion as one’s sympathies are widened, intelligence
broadened, and facility of taking ideas increased, by
so much is life enriched, usefulness promoted, and long
^ife made more probable,—the average teacher gave it
This sketch would be incomplete did I fail to place on
record my own personal sense of loss. I have known
rofessor Fillmore for somewhere about twenty-eight
years. During all this time we had a certain intimacy
and great friendliness and, in general, sympathy. We
e ped each other, I think, and I never knew a truer
nen or a more truthful man. While he was somewhat
rnsque in manner and at times boyish in expression,
ro essor Fillmore had a warm heart and a sincere love
art and of knowledge. Upon these points our sympa ly was based, and along these lines his usefulness
,Yrofessor Fillmore leaves two sons and a widow.
W. S. B. M.

one great artist from another.
A masterly technic,
thorough theoretic education, and intimate acquaintance
with the resources of the instrument are presumed to
be in the equipment of every artist. It is in the higher
realms that comparisons are made. Has he a poetical
nature ? Does he play with real expression ? Is he
possessed of an artistic temperament? Does he interpret
Beethoven, Schumann, or Chopin in a subjective or
objective manner? These are some of the questions
asked in regard to an artist’s playing. His complete
technical and theoretic knowledge of the work in hand
are taken for granted. It should be the object of every
earnest student to rise above mere dilettantism, and to
play even the simplest compositions in a truly musical
manner. In order to do this, he should recollect that
the study of harmony, counterpoint, form, acoustics,
and even instrumentation should be in his curriculum.'
By including these branches in his musical education,
he can ere long “stand on his own feet” and have an
interpretation of his own, instead of being a copyist of
his instructor’s renditions.

the utmost intensity upon the passage to be memorized.
Daily practice in such concentration ought to be a part
of the study of every piano student.
“ My New Teacher is Just Splendid.”
CHAS. W. LANDON.

He certainly ought to be better than the old one, or
why should you have made a change? But wait awhile
before you are certain. If your former teacher has the
reputation of being, and really is, a good teacher, you
will soon find that your new teacher is only presenting
old truths in a new form, which at first sight seem
to be entirely new. You will discover that you are
getting at some old thing from a new standpoint, not
getting an entirely new idea. When you come to hear
the pupils of your new teacher play, you may find
that they do little, if any, better than those of your old
teacher. Doubtless the style will be different, but that
is no certain sign that it is a better style. The pieces
will be new to you, but they may be no better than
those played by the pupils of your old teacher. Do n’t
forget your old teacher too soon, and don’t think too
Fkstina Lente.
little of him, for you will have to take all or the most of
LOUIS C. ELSON.
it back after you have grown to an enlarged experience.
The vacation season is done and the routine of musical
Do you think it would be fair play to discount the
work recommenced. Do not rush at the task too vehe¬
patient work be did with you the past years ? Then too
mently.
The American music student has a habit of
do you know that after some patient and thorough
endeavoring to carry things by assault, which is not
teacher has laid a substantial foundation of technic and
always productive of the best results. An earnest re¬
musicianship, it is very easy for a new teacher to add a
sol ve to do serious work will result in much more than will
few lessons in phrasing and expression, and to give a super¬
a determination to do it rapidly. Steadiness in practice
ficial although wonderfully pleasing and taking finish
and intelligence in laying out the plans will always win
to your playing? Did you ever think that when you
the race against frenzy.
cry down past teaching that you have paid for you are
Schumann, when he took up piano study, found that
belittling yourself and your acquirements, and showing
his fourth finger was improving too slowly. He sought
that you were foolish in parting with your money withto hasten its development by attaching weights to it, and
out getting an equivalent? This thought covers one of
lamed his hand forever.
the most bitter experiences in a teacher’s life, the result
There is a lesson in this for all students. The processes
of an attitude on the part of a pupil utterly and com¬
of education can not be forced. There is no royal road
pletely wrong, and a base injustice to the honest and
to technical perfection. It has been my experience with
patient hard-working teacher, who really deserves heart¬
many pupils that when they reach some new phase in
felt gratitude instead of aspersion.

propriate time, but all wrong when inappropriate.
Every student of the piano practices to fit himself to
play for the delectation of others. A small proportion
really accomplish this result. Of the great remainder,
most study in a listless way and drop out after a few
weeks. Many others are so afflicted with stage fright
that playing for hearers is painful; therefore they shirk
it altogether.
Still others persist, and learn to play a number of tunes
acceptably, yet make the common mistake of mixing
things up, and upon a grave occasion play gay music, or
into a lively company inject a severe composition.
Evidently, such things were done in Solomon’s time,
calling forthfrom him the caution which we havequoted
above. If the scholar-players do not know enough to
discriminate as to fitness, their teachers should caution
them and keep an oversight on performances.
There are certainly a large number of good, effective
pieces which may suit any average occasion and give
positive pleasure-tunes with a clear and well-defined
melody, sufficiently embellished, but not covered up by
ornamental settings.
Now, suppose the case of a
player who has at command a fugue from the “ WellTempered Clavichord,” the Chopin “ Nocturne in Gminor,” the Haydn “Gypsy Rondo,” and the Intermezzo
of Cavalleria Rusticana,” each having a positive indi¬
viduality and requiring an audience en rapport: then
suppose the player to exchange the piece suited to the
audience and occasion. The result could be compared
only to the mixing of the babies in the “ Pinafore ”
Every player should have at command a variety of
andcertmnT ^ 0D'y ^ 18 SniW
the occufon,
ter to an “ areSerVe P"**8 °f
®»*ed charac¬
ter for an audience somewhat sympathetic.

i

formed under the full light of attentive thought. The
reason you now find your beautiful rose of “art happi¬
ness ” shedding all its petals and scattering them on the
wind, is that you have housed the treacherous little
canker worm called “ hurry ” in the heart of its bud.
I said something like this last month with a similar
metaphor, but it is a maxim which can not be too often
repeated, “Do not hurry in art.” Beethoven said : “ A
musician should write with his heart’s blood.” Now, I
will make a corollary to this—every pianist should
extract some of his good, scarlet,' arterial blood and
write with it on a piece of parchment a motto, and tack
the parchment on the front of his piano, and the motto
should be this : “ Inattention is the unpardonable sin in
art. ’ ’
Along with the cankerworm of hurry is always curled
up its little brother, named Laziness. Now, I know you
are surprised, shocked, and perhaps angry, when I tell
you that you are doubtless lazy ; by the traits of your
practice which you describe, it is clear that you need a
higher mental tension. But you say : “Lazy ! Why, I
have worked several hours a day for eight years. Is that
lazy ? ” Yes, to scramble over the keyboard and to skim
over hundreds of pages of music, represents less real
exertion than to perfect a single sonata ; and an hour a
day bestowed with the mind really focused upon every
act of the finger, and constantly impressing upon the
nerves a correct ideal of the required motion, is better
than four hours of back-wearying and brain-benumbing
exertion before a piano where a vague and violent activ¬
ity is constantly developed.
Yes, such practice is positively bad. Let me use an
illustration : One of the most marvelous mechanic arts
developed in modern times is the grinding of lenses for
telescopes. It takes exquisite material and exquisite
skill to make a perfect lens. The glass must be abso¬
lutely without a film or speck, and the curves imparted
to the surface must be geometric perfection. As the size
of the lens increases, the difficulty of producing aug¬
ments rapidly and the commercial value of the finished
product is correspondingly increased. Now, what would
you think of a lens-maker who would shovel in tons of

tainty. Just compare Bach’s B-flat fugue of the Welltempered Clavichord with Beethoven’s sonata in B-flat,
Op. 22; match the famous Largo in G, from Handel, with
the Nocturne in G of Chopin ; set Mendelssohn’s “Spring
Song” in A-major against Liszt’s transcription of the
Spinning Song from the “Flying Dutchman,” also in Amajor; or Mendelssohn’s “On Wings of Music,” A-flat,
against Liszt’s “Love Dream,” No. 3, A-flat; compare
Mozart’s overture to the “Magic Flute,” E-flat, with
Weber’s “ Euryanthe,” E-flat; or Mozart’s overture to the
“ Marriage of Figaro,” D,with Weber’s overture to “ Oberon, ” D ; or Gottschalk’s ‘1 Last Hope, ’ ’ B-major, with the
Liszt-Wagner “ Tannhauser ” march ; or Schumann’s
“Warum ?” D-flat,with Chopin’s “Berceuse, ” D-flat; and
so on through scores of other instances equally striking,
and this resemblance in difference will appear to you at
every turn. I have often speculated upon this subject
as to what really constitutes originality in music, but it
baffles my analysis as much as perfumes do. I can tell
instantly lilac from violet, hyacinth from tuberose,
heliotrope from clover; yet they would all be classified
as heavy and sweet perfumes, allied to honey in their
sense-impressions. I can tell lemon from orange, nut¬
meg from clove, cinnamon from mace, yet they w°ould all
be classified as pungent perfumes, allied to pepper in their
sense-impressions. Dr. Holmes, in one of his charming
“ Breakfast Table ” talks, descants upon the power of
association to awaken memory which is lodged in odors
and a similar power is certainly connected with tones'
I recommend earnestly, therefore, the cultivating and
refining of those mental perceptions which are analogues
of the gustatory and olfactory senses on the material
plane.
There are not wanting philosophers who hold that this
mysterious, vague feeling of recognition points to preexistence ; but, dearly as I love my Wordsworth, whose
“Ode on the Intimations of Immortality” beautifully
exploits the Platonic doctrine of preexistence, and as
fashionable as is theosophy in these days, I am always
distrustful of explanations which merely build a twostory conjecture to replace a cottage of doubt.
Now, to come to your second point: The teacher who

safely develop a day.
If No. 3.—If it is intended to develop the child into
a professional musician. The great Spanisli-American
pianiste, Madame Carreno, at ten years of age, did a
regular daily stint of four hours. But unless the three
foregoing “ifs’’can each be balanced with a “yes,’’two
hours a day would be wiser and would be sufficient.
Quality of practice is the first consideration, quantitv.
second.
Second, you ask if a nervous, mischievous child of
eight years should practice three hours a day on her first
term. Most emphatically, No ! The attempt to enforce
such an amount of severe mechanical drudgery on an
excitable child of eight years should put you in the
clutches of the S. P. C. A. Do not permit more than an
hour or an hour and a half at the outside.

CAPACITY FOR TEACHING.
Thb greatest practical adepts in any art, says Mac¬
kenzie, are not, by any means, always the best teachers
of it not merely from lack of the necessary patience,
but from want of the power of imparting knowledge.
e hone, whrch, although it can not cut, can sharpen
the razor; the finger-post that shows the way which
rtself can never go, are emblems of the teacher. It is
only by a fortunate coincidence that the capacity for
teaching whrch is an art sui generis, and practical excel¬
lence of execution are found in the same individual.
There seems to be a real incompatibility between prac¬
tical superiority and theoretical knowledge, or the power
of communicating it. This arises from the radical difference between the synthetic or constructive and the
analytical or critical type of mind. Thus, learned
foundT^?'6’ aS a TOle’ ineleSant
ProPoetsa^T g’StS are DOt Seld°m different doctors,
the Pel!’,,!7 fn° “eaaS’ the best
of verse, whilst
Church's°to° °fte“ °f tte Rosinante breed-

beautiful, and majestic in art, and pupils, no matter how
young, can not be too quickly introduced to his music
Bach should be a daily study in the lives of all musicians'
and they will find that, no matter how dry or uninter¬
esting in early years he seems to them, in later years he
will grow on them until he becomes the joy and delight
of their whole musical existence. It may be that there
are musicians who are unable to appreciate Bach,-even
Shakspere is not admired by all the educated,-but at
a 1 events a study of Bach invariably fits one the better
for appreciation and delight in the music of Chopin of
Schumann, of Mendelssohn, or of any one or all of our
great composers.
A young pupil should be taught that there are names in
art which are sacred,-Bach, Beethoven, Moza.t, Handel,
I alestr.ua,-and that if he or she can not love the*
music, it is a defect in their nature which must be cor¬
rected ; a disease that should be cured. How frequently
one hears a pupil speak with a shrug of Mozart, or call
alestrina an' old fogy,” simply because the pure
excellence of the one and the rigid beauty of the other
does not gratify their sensation loving souls ! The pas¬
sion that is in Wagner’s “ Tristan and Isolde,”or in the
sclierzi of Chopin is not to be found in Mozart or in
alestrina, but only a silly and an ignorant student will
be blind to the excellence of the latter because of this
Some people think it requires courage to say they find
no beauty m Shakspere or in Bach, but it does n’t • it
only requires audacity. More people profess atheism
because they think they show daring and distinction
in so doing, than do so from conviction. It is the same
with art; among students to-day this evil is on the
increase, and it can not be too vigorously combated for
nalTon "g

^ the V6ry Hfe °f °Ur arfc Progr«< as a

To have great art yon must have great reverence, and
it is only by learning to know and to appreciate the
work of the giants that we can have this reverence
I here are moods of the mind and soul when, even to the
most gilted, Mozart may seem tiresome and Palestrina

trina, the majesty of Handel, the philosophy of Bee¬
thoven, the mysticism of Schumann, the sonlfnlness of
Chopin, the romanticism of Mendelssohn, and the nolv
phonic grandeur of Wagner.
P y
A student who is wise or well taught will stndv
Bach from cover to cover-stndy the church music the
clavier music, the violin music, and concerted nmsic
He will write out the Bach fugues in voices, hear h s
organ music whenever he can, and study dilig ntly tha
greatest of musical biographies, Spitta’s “ Life of BachIn .doing so he will lay up for himself musical treasure
beyond comparison, and strengthen in himself a greater
repugnance for that dreadful cancer of our mol
musical art, that jingle-jangle set to vulgar rhvthn
1
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The injustice done to teachers aud children by perrnittiDgsuch haphazard habits in the study of music docs
not affect the parent. When relatives and friends as-

semble, complacently the young Cecilia is requested to
pay something.”
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later period than, I fancy, any pianistTf v ““T t0 8
was either twenty or twenty-one ,.,v
ls> rank. He
him the fourteen years ; but of how manyln the8iVe“
he said ? Ten to twelve years is nr v. v,'7
the 8ame
-W. B, in “Musical Opinion.”
7 Dearer rigbt’
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her pupils and l,v .
be motl'er of every one of
idea takas bold of
Watchfuln«« to see that the
cultured class in tb Pen S an^
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sPrcad throughout the
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Tbe opportunity is

the policy you take to insure yourself against the risk
of having your work maligned or questioned or placed
in the wrong light before the public.
When a new pupil comes to me I find out just what
nation 11 r vhe deSireS t0 PUrSne‘ After au exa“”nat ou I inform him whether I feel that his natural gifts
noteao °th fU\t0 f“"°WhiSambiti0,1> and- if so, make a
note of the fact. From time to time I call this to his
mind and render an estimate of his rate of progress I

s^:zbad

a dissatisfied pupi! when 1 w

J1!6 Tt0ra of S‘viDg Pri™s or certificates to youm*
pup. s does not seem to me to be a good plan. Pupils
should be tauulit to real;™ *w
pns
mon.a 1,
g“ .
eallze that thelr musical achieve¬
ments have sufficient reward in themselves.
From T. L. RICKABY.
It would certainly be truly a valuable formula for us to

possess it from all the innumerable rules, counsels ^
periences, and observations a certain mode of procedure
could be evolved which would insure to a rnusfc teacher
the certainty of being able to retain his pupils and to
secure new ones. Human nature is so varied_a„d cir¬
cumstances are equally so-tbat it is reasonably safe to
say that no such “recipe ” has ever been or ever
be torthcommg. To generalize somewhat, it may be
said that, hrst and foremost, a teacher, to be successful
must, know thoroughly what he is to teach and how to
cac i . After that there is a great deal. There must
e industry along lines outside of actual lesson-giving
Work mus be done to bring the teacher before the peo'
pie who will benefit him. Concerts, lectures, and recitals
do this and take the place of the newspaper advertising
of the business man. Lessons must be given regularly8
for pupils very much dislike to come for a lesson and
be put off . Give full lessons ; if a visitor takes up ten
minutes time, do not make the pupil lose it. if a
teacher reads letters or a magazine he is not giving the

TdC’ SU, ,‘ 38 w,“ ,C8W'" ,lle
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unable to read any music at sight myself, I have all my
life made desperate search for players who could read
and render at first sight compositions unfamiliar to
myself, in such manner as to enable me to judge whether
l desired to memorize them and work them up for con¬
cert use. And 1 have signally failed in such search, for
the most part, even among the most advanced players
and professional pianists. When in Berlin, a few months
ago, I wrote Prof. Franz Kullak, who has a large
class of advanced pupils, among them a number of con¬
cert players, explaining my needs, and asked him to
seud me from among his own students his best reader,
who could try over for me a number of compositions I
had collected with a view to selecting novelties for my
repertoire.
He answered that he would willingly
assemble all his best pupils and have them play to me
such pieces as were even approximately in a finished
condition, so as to enable me to judge of their fitness for
my purpose ; but that no player, either among his pupils
or elsewhere, could read at first sight compositions of
such difficulty, in a manner which would give me any
adequate idea of their effect when properly rendered for
concert use. If this is the case in Berlin, the world’s
center of advanced pianism, it is hard to believe that
there can be, in the town referred to by our correspond¬
ent, readers whose rendering of any standard music at
first sight could leave a doubt in any mind of the
chasmal differences between such a performance and
that of Paderewski.
We hear, of course, often of people who can read any¬
thing at sight, just as we hear of those who can listen
to a piece of music once at a concert and go home and
play it correctly by ear. But such phenomena, when
subjected to critical examination, invariably prove to he
myths. The wonderful reports originate with persons
usually family friends, who either do not know what
difficult music really is, or have not sufficient discrimi¬
nation to judge whether it is or is not accurately repro¬
duced.
blind 1 om had probably the greatest gift in this line
of any person living, and thousands will declare that

One gives us the raw material of an idea, a crude
suggestion of an undeveloped thought, good so far as it
goes, and having a certain value in its own limited way
but faulty in every detail, defective, inadequate, unsat¬
isfactory. The other, the artist, gives us the complete
*
idealized embodiment of the idea, gaining power and
beauty from his clear, intelligent presentation, from the
warmth of vitalizing personality which he infuses into
it and from a thousand little finishing touches -delicate, yet scarcely definable, details ; trifles in them¬
selves, yet all-important taken as a whole.
Think for example, of the single physical element of
tone,-the musician’s material, the mechanical basis of
musical effects. There is as great and as important a
difference between the pianoforte tone produced brie
average player,
who can dash off most any kind of
muaic” to the astonishment of his townsfolk^ that
I aderewski as between the charcoal in the hand of
a country boy drawing his first cow on the barn door
and the carefully selected, softly blending tints on the
pallet of a Correggio ; as great a difference as between
the unhewn logs of a hunter’s cabin and the finely
chiseled, highly polished marbles of St Mark’s C ti ?
dral, at Venice.
ark 8 Cathe-

coming the technical problems involved iu the study of
piano-playing.
There seems to be such a diversity of opinion among
piano teachers in regard to the utility of mechanical
devices that a consideration of the value of some of the
recent inventions, together with the dangers inherent in
eir use, may not be devoid of interest. Fora number
of years the writer has employed and thoroughly tested
some mechanical aids to technical development, and has
reached the conclusion that they are of inestimable
in “e “ ;e bands ofacompetent and thoughtful teacher,
that they shorten the labor of technical study by at
least one-third.
J '
aJh.e, 3idS ,tostu<,y liable to the pianist are massvl’ml -1 echmcon’ table zeroises, the metronome, the
Virgil clavier.
’
Massage.
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Even more radical and apparent is the difference in
technic in the two performers in question. The artist
can be distinguished from the amateur in a single tr
a single scale run, in all the most uni
.
1 ’

eve ,rwleSnh::;db;ttake“ iu homeopathic doses, how-

superficial details of a great musical work ^InTh
case they will be uneven, crude, a little crarnp^
presenting a more or less ragged and
a P ’
d

I have3found Z or fifi^11)616 h
*> ***
an hour of keyboard
'' " mimites massage equal to
practice in limbering np the hand.
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mootl

ished, pearly, and as softly and harmoniously .ra 1
crescendo and diminuendo as the blended hues of a
sunset, which run from crimson horizon to the Hi
‘
the zenith without a distinguishable dividing line
Then we have not yet even spoken of interpretation
that perceiving and bringing to light of .liu!
...
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hy meang8PofCthethmLa^genaPrOPerphySiCal condiUon’
employ the technicon for obta™^*’ ^ StndeDt may
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moderately fast- ones to

not been smudged and even effaced? Go to, go to !
with your idle prating about the “emancipation of art
from the shackles of formalism. ” Such phrases I’ve
beard for the past half century in politics, religion, and
art, and the fellows who make them want my property,
deride my religion, and wish me to flout the music of
Haydn, Mozart, and Beethoven.
First prove to me that you can fill the symphonic
mold with the same sort of music as did Haydn, Mozart
and Beethoven, and then I’ll grant you liberty to mock
at sound, musical forms. What was good enough for
them is good enough for me. The epic has n’t been
bettered as a form since Dante and Milton, and Shakspere has not been driven out by Ibsen, neither has
the form of the sonnet been improved since Wordsworth
wrote “The World.” Come ! come ! young people, I’ll
admit the pleasing talents of lots of modern musical
composers, but to put them in the same category with
the old fellows—not yet, not yet !
The danger of Wagnerism is the transposition of ideas
purely dramatic to the symphonic domain.
I have
noticed it in Tschaikowsky, in Rubinstein, in SaintSaens, in Berlioz, in Liszt, in all the ultra-moderns.
They are endeavoring to express in the symphony what
it can never say. What they want is four orchestras, a
big circus, lots of red-lights, women in spangles, gods
in helmets, and a crazy libretto. Menagerie music is it
not symphonic. A symphony requires, first, symphonic
ideas for treatment, not wild, insane screechings, not
lascivious gurglings, not declamatory roarings. Brahms,
ah, Brahms, that is your only modern who makes digni’
fied, noble, elevating, soothing, serene music. I’nT so
weary after an orchestral concert nowadays 1 I reach
home quite exhausted, my nerves exacerbated by the
ceaseless modulation, the morbid tumbling about of the
themes such themes ! and the noisy, complicated in¬
strumentation. Time was when one left a concert after
a Mozart symphony, refreshed, ennobled, and full of
calm enjoyment. Now I feel as if I had been put in a
cask of musky, muddy water and rolled over a preci¬
pice. And the worst cask, the most vicious, fishy cask

this music must be delivered with rhythmic preci¬
sion, with a careful blending of color and with great
care bestowed upon atmospheric effects, i. e., the pedals.
Here muddiness, boisterousness, feverishness, banging
are not wanted. The Scherzo a Capnccio, for example
has to be delivered with a gracious, poetical velocity a
rich undercurrent of musical meanings not being lost
sight of. This Mendelssohn piano music is poetic, with
all the higher attributes of poetry. It is sylph-Iike
it flutters with exquisite feeling, and it is true piano
music. It lies well for the keyboard, and that much
you can’t say for Schumann’s efforts at piano-writing
Consider, too, the beautiful sense of form in Mendels
sohn, consider his happy adaptation of the means to the"
end, his charming reticence, his saying of the rmht
word,—just so much and no more! There is a ti
Scherzo of his in E-minor that seldom figures on the
programmes of pianists. Do you know why ? Because
it is too difficult to play as it should be played
The modern method of attack, the so-called orchestral
attack, has rendered less supple the fingers, and less
elastic the wrists, of piano-players.
The staccato
touch has gone out of fashion. It is so much easier
or the pianist to drag his fingers over the keys and
thresh the octaves and the chord-work with the upper
arm. AH this leads to a woeful want of tonal varietv
to an absence of brilliancy and sparkle in the executing
What the latter-day pianist calls brilliancy is a brut i
duel between orchestra and piano, shrillness and blatant
of tone being the result. Even pure finger staccato has
been superseded by wrist staccato, and while I believe
in a loose wrist, no wrist can give such a delicate stac
cato as the finger tips. Ask Dr. William Mason He"
I am telling you all this with the hone tb«e „
turn your attention to Mendelssohn, who
shamefully neglected by pianists at the end of the
§
tury
I admire Schumann, but he seems to me to
have ed piano mus.c far astray. His style was not
model one, and clearness of thinking,-a claritv tw
ever absent in his development section,-is not hi strong

“ Well, how dare you use it as you do? Your playing
of Bach must sound quite different from what he in¬
tended.
The pedal makes a marvelous difference.
Bach would hardly recognize a piece of his own composition if he heard you play it.”
“1 dare “y he would “’t- I piny his music with far
more effect than he could have possibly done ! ”
“ les, but your playing would be inaccurate.
played1”** **** mUSk'"the

You

meant it to be

“Accuracy is not everything; besides, what is accuracy ? I bel.eve that if Bach were alive now he would
til f Ptb
fTemly’ a,,d 80 wonId Handel.
then if they would do so, why should n’t I ? ”

Well,
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division of the profession in which you are concerned.
If you are a teacher and make a specialty of “ Dr.
Mason’s Method,” “The Clavier Method,” or the
“ Leschetitzky Method,” tell why you use it, but do so
without condemning all other methods.
After this, mention any general rule that you observe
in your business, but under no circumstances should you
insert in a circular such statements as, “Terms invari¬
ably in advance,” “ Lessons missed by absence will be
at pupils’ loss.” Such regulations should be reserved
for your business papers, receipts, and statements.
Terms.
We now come to the question of terms. These should
never be left out, for it is often just this particular
information that a prospective pupil desires. It is well
to consult an older person in the profession. As to what
your time is worth is sometimes difficult to decide. In
the case of performers or singers it is well to state
“Terms upon application,” since the conditions under
which they appear are so varied that no regular rate is
practicable. At the end of an announcement the ad¬
vertiser’s address should be prominently displayed.
Many circulars consist solely of name, profession,
press notices, and address. This is sometimes very
effective, yet to my mind the object of the circular is
better accomplished by some straightforward business
announcement.
No. 1.
The first circular selected for consideration from the
lot I have collected is that of a vocal teacher and public
singer. The cover is of heavy green crepe paper, with
no printing. An inserted folder of high-surface paper
is connected to the cover by staples. The enameled
paper is no doubt used to obtain better results in the
printing of the half-tone portrait on the first page of the
leaflet. Would it not have been better if the advertiser
had gone to the slight extra expense of an extra sheet
for the portrait, printing the reading matter upon some
paper that corresponded with the cover ? Another weak
point is the lack of some simple announcement on the
cover. The singer’s name, for instance, would have
removed it from the commonplace.
Iu commencing his announcement, the teacher uses

effect upon the public from that expected. His press
notices are splendid, and are well arranged. To my
mind, it is well to avoid using press notices from papers
of purely local reputation, since it is little more than
space wasted. Brevity is the soul of advertising. Arrange
press notices in the order of the prominence of the musi¬
cal department of the paper in which the notice occurs.
Such a paper as the “New York Post” engages a critic
of national reputation, and, therefore, any musical notice
appearing in its columns is of great value.
No. 5.
Among the many announcements which I have col¬
lected I have found two, elegant in their simplicity,
engraved in the style commonly called “steel engrav¬
ing.” Both are naturally small, since the expense of
such advertising is great. They are similar in size to
the ordinary wedding invitation, with printed matter on
the first page only.
Anything more would be con¬
demned as vulgar extravagance. The engraving should
be all in script, and by all means uniform.
No. 6.
Some one has wasted some money upon the circular I
now hold. It is printed from an engraved plate upon
very cheap paper. The style of the engraving reminds
me of the written testimonials presented by fire-engine
companies and fraternal organizations to their officers.
The engraving imitates pen-printing so closely that the
advertiser would have done much better by going to a
printer in the first place and having his subject-matter
set up in plain type.
No. 7 A.
A New York organist does something I like to see in
an announcement. On one of the pages of his circular
he has a portrait with his name printed below—nothing
else. The effect of a portrait is lost if it is surrounded
by printing.
The advertising matter of organists is
usually fine,—a compliment to their intelligence and
taste.
No. 7 B.
Among the advertising matter put out by vocalists I
have met with nothing that pleased me more than the
announcement of a young concert soprano of New York.

That settles it; he is the only one.
No. 11.
I wish that all my readers might see the circular of an¬
other vocal teacher. He is a pupil of Garcia, and has had
many successful pupils, but I can not believe that he in¬
creased his business by his circular advertising. The cir¬
cular in my possession is printed on the first and last pages,
evidently to spare the extra expense of printing on both
sides. Any advertising specialist could double the profit
of such a circular at a very slight increase in expenditure
by a judicious arrangement of the very good advertising
material the teacher possesses.
No. 12.
The best circular advertising I have seen among
music schools is done by a Brooklyn music school.
In many ways it is ideal. It has its faults, of course,
one being the detail given to business restrictions on
the last page.
Distribution of Circulars.

What should be done with circulars wlieu they are
published is often a question. Music dealers tell me
that their customers frequently stop to gather circulars
from bulletin boards, but this is the smallest field that
your circulars will have. Dependence should be placed
upon your acquaintances to distribute your announce¬
ments to advantage. The more attractive your circular
is, the more willing your friends will be to oblige you.
It a prospective pupil applies to me for information, I
should feel very much handicapped if I had not a
suitable announcement to give or send. A great many
things that would seem rank conceit, if said verbally,
may be said in print with perfect modesty.
Thus ends a talk on a topic that has a very strong
personal bearing upon the work of a professional musi¬
cian, upon a matter that may contribute much to his
success. I hope that some ideas may have been advanced
that will prove of practical value to my fellow-musicians
and teachers, and may stimulate them to a study of the
valne of printers’ ink.

talked about, and in his tenth year, in 1839, his father
allowed him to appear in public. The success of this
concert confirmed the mother in her determination to
further the boy’s artistic education. Admission to the
Conservatoire at Paris was sought, but refused, some
writers say because Cherubini had a strong distrust and
dislike of infant prodigies. He had refused Liszt be¬
fore.
The visit to Paris, although unsuccessful in this one
particular, still brought some advantages to the lad. He
met Liszt, Chopin, and other famous musicians, an ac¬
quaintance which afforded him frequent opportunities
of hearing these masters play. Liszt, in particular, was
very kind to him. Then followed a series of concerts
in England and Northern Europe, the party returning
to Moscow in 1843. A London critic especially remarked
the marvelous memorizing powers which the young
genius displayed.
Although these concerts aroused considerable enthu¬
siasm, they brought no great financial returns, just
about paying the heavy expenses of travel in those days.
But the devoted mother never wavered in her belief as
to her boy’s great future. She determined to place him
under regular instruction, and for that purpose removed
to Berlin, in 1844, staying there two years, taking with
her Anton and his brother, Nicholas, esteemed by some
as greater than his overshadowing brother.
Both boys studied composition with Helm, who was
also the teacher of Glinka. Anton directed his own
studies during these years, and played only occasionally
in society and clubs.
Mendelssohn and Meyerbeer
learned to know the lads, and gave advice as to their
musical education. When he was sixteen he started
to Vienna to begin his career.
It was trial and
privation that stared him in the face for the first few
months.
In 1847 he went on a concert tour in Hungary with a
flutist, and later decided to emigrate to the United
States. He got as far as Berlin, and stayed there, leading
a veritable Bohemian life for some time—feasting one
day, starving another. Then came the return to Russia
and St. Petersburg, where he led much the same kind

the position until 1890. During these years his influ¬
ence upon the musical youth of Russia was profound.
He threw himself into his work with all the force of his
strong nature, and sought to draw his pupils to the
higher planes of art and to a realization in their own
lives of the lofty ideals that had influenced and deter¬
mined his own development. He was thoroughly im¬
bued with the idea of nationalizing music in Russia.
Glinka was his musical hero. But few, if any, of the
younger generation of Russian' composers were outside
the pale of Rubinstein’s influence.
The last years of his life were somewhat clouded by
failing eye sight. He died at Peterhof, near St. Peters¬
burg, November 20, 1894.
Rubinstein’s marvelous memorizing powers have been
noted before. His repertoire was enormous. He in¬
jected his own personality into a composition. He
simply could n’t help it, and yet his interpretation of
the great masters could not be considered as doing
violence to the works. In a measure he re-created the
pieces. In writing for the piano, Rubinstein, like other
modern composers, made great use of the smaller forms.
Yet in his large works he followed the recognized clas¬
sical models.
His compositions include six symphonies, of which
the best known are the “Ocean” and “Dramatic,”
three overtures, a large amount of chamber music,—
sonatas, trios, quartets, quintets,—a number of operas,
and three sacred oratorios, besides an enormous list of
pianoforte pieces and a number of songs. His principal
literary works are his “Autobiography,” “A Conver¬
sation on Music,” and “ Music and Its Masters.”

—Tausig in his youth was so violent and so intense in
his playing, that he used to play his audience out of the
hall, he told us. Later, he became so reserved that he
repressed his feelings too much, and was almost too
reserved and restrained. He despised all effects which
were not severe art. Deppe used to say of certain super¬
ficial pianists, “They play only themselves, and not the
music,” (sie spielen nur sich).

he never went to bed later or earlier than eleven o’clock,
and he was always up and dressed by seven. At Peter¬
hof about two o’clock he always went to his study,
fitted up in the tower of his villa, and he would sit
there composing until five. During these hours no oue
ever disturbed him in his work unless he chose to sum¬
mon them himself, and if distinguished visitors who had
lunched with him showed signs of lingering on the bal¬
cony where he received daily from a little after twelve
until two, he always waived all ceremony and in an
unmistakable fashion excused himself; bnt, if so, he was
most cordial in intimating that he hoped to find his
guests there on his return.
Sometimes, if yon were some poor artist who was
ignorant of his habits and stayed on unable to leave be¬
cause of the master’s fasciuatiug conversation, as likely
as not Rubinstein would linger ; but were it an equal or
superior he would never break through his rules, and I
have often seen him excuse himself to the Royal Princess
who loved to join the interesting group on the balcony.
It was always after luncheon in Peterhof that Rubin¬
stein was most brilliant. He would keep ns all entranced
with the paradoxes or wisdom of his fancy. Now and
again he would give utterance to some of his prejudiced
sentiments—for instance, about Wagner—to which we
could not agree, yet felt too weak to oppose. For a little
more than an hour and a half he would sit with us, enjoying the color and loveliness of the scenes about him,
tranquil in mind ; then the moment the clock struck
two he would rise, put his inseparable cigarette-case in
his pocket, and go off to his room in the tower.
As a thinker, Rubinstein is mirrored in his book of
“Aphorisms,” his “Conversation on Music,” and his
Autobiography.” He was singularly narrow-minded
in some things, singularly liberal in others, but always
interesting. He possessed a certain droll humor, was
quick in repartee, and a good story could always break
the clouds of ill-humor and make him smile.
Au fond, Rubinstein was not a happy man.
He was
disappointed with the musical tendencies and the barren¬
ness ot our time ; also with the reception given to his
operatic works ; but in spite of this he had still a great

“Technical Studies” (book II of his “Comparative
Piano School ”) is another, and is, in some respects, an
improvement on Plaidy. The training consists mainly
of raisiug each separate finger as high as possible and
striking the key from the highest point with the greatest
possible force. Dr. Riemann makes a great point of the
up-stroke, making it as forcible as possible ; and both
he and Plaidy work the flexors and extensors against
each other very strongly, the opposition strengthening
both sets of muscles.
All this is very valuable training for the fingers, hands,
and arms, especially as exercises are provided which
cover almost every possible combination of fingers and
every possible figure. The danger of this kind of train¬
ing at the start, especially for children, is that the hand
will be held cramped and rigid, the motions awkward,
and the touch hard and unsympathetic. An unrestrained
blow never makes a good tone ; it always has to be modi¬
fied and controlled, or it is sure to be stiff. When it is
so, one might as well strike the keys with a club ! This
danger can always be avoided by older pupils, if one
bears it in mind, especially if the pressure touches have
been previously learned ; and when such exercises as
Plaidy’s and Riemaun’s are properly used, they not only
prepare one for the kind of playing demanded by the
passage-work of the older concertos and bravura pieces,
but conduce to good playing in general.
The one thing needful is that teacher and pupil shall
always keep the real ends of piano-playing in view and
see things in their true relative proportions.
Then
everything will fall into its natural place, and there is
no kind of technic (except Lebert and Stark’s) which
can not be studied and practiced to advantage. Every
kind of technical attainment is healthful and, as Plaidy
very pertinently and forcibly suggests, there is not the
slightest danger of getting too much of it.
As for the details of the blow-technic, they are laid
down so minutely in the text-books I have cited, as well
as in others, that I need do no more than to refer to
them.
—The consciousness of power comes from conquering
obstacles. Hindrances are, after all, our opportunities.

mered away ” (nothing else expresses it); she looked as
if she were performing some drudgery.
“That is exactly what it is to her, drudgery. She is
a girl of very little education ; she reads very little, if
any ; she studies music because she likes it, in a dry,
mechanical way. Whatever she accomplishes is done by
hard work. You say her playing is hard and mechan¬
ical. But she likes to play, and her father likes to hear
her play. He likes the ‘good old tunes.’ So does she.
They are beautiful to her. Though her idea of beauty
is not yours, it is as much to her as yours to you. She
asked you whether she might not study ‘ Old Rosin the
Beau, with Variations,’ because she liked it. And you
gave her a Mozart sonata instead. You don’t object so
much to ‘ Old Rosin the Beau,’ but you say the ‘Vari¬
ations ’ are silly and trivial ; they make you think of a
person loaded down with a great quantity of cheap
finery ; but do you think that piece would really hurt
Miss A ?
11 She will never understand that Mozart sonata; she is
not capable of it. She will practice it because it is her
lesson, but she will become all the more stiff and
mechanical in her playing, because she will never
understand it enough to like it. Would you give “ Shakspere ” as a reading-lesson to one learning to read? ”
“But,” I objected, “am I never to give her any
classical music, never cultivate her taste? ”
“Yes, you are to cultivate her taste for everything
that is good and pure and uplifting ; but you, instead
of up lifting her, are, so to speak, trying to up-jump her ;
you go to the top all at once.
“Why do n’t you try looking at things from her stand¬
point ? Do n’t stand off and look at her as if she were a
different sort of a person, but put yourself iu her place •
try to sympathize with her feelings; do n’t say * You
should do this,’ so often; can’t you sometimes say
‘ we ’ instead of ‘ you ’ ? You ridiculed that lecturer
you heard not long ago for remarking to his audience,
in such a grandiloquent manner, ‘You can’t all be
presidents.’ The supposition was that he could (?), of
course. But don’t you see that the principle is the
same ? He was not in sympathy with his audience ■ he
put himself on a different plane entirely. Neither are

phrase. Play it for her, phrase by phrase, and make her
feel where the commas and periods come in music as in
speaking. Perhaps she will divide a phrase wrongly.
Write this sentence, and ask her to read it as punctnated:
‘ The man came in with a white hat, on his head a cane,
in his hand a smile, on his face.’ Draw the analogy be¬
tween punctuation and phrasing.
“ Another defect in her playing is that it is so monoto¬
nous ; there are no contrasts. You tell her to play louder
here, or softer there, and wonder that it seems such an
effort for her to do so. Do n’t you know that she does
not want to ; that is, that she does not feel the necessity
of it? You can not make a pupil produce a certain ef¬
fect satisfactorily until you have educated the pupil to
desire that effect. Listen. Miss B has turned from her
lesson to the latest two-step. She is certainly interested
in that, although she does not play just exactly what the
composer intended. Whose fault is it that she finds that
infinitely more interesting than her lesson ? She under¬
stands that.” I put my fingers in my ears to shut out the
sounds of Miss B’s two-step, and my accuser’s voice as
well. I knew that what I had been listening to was
perfectly true, and the best kind of criticism, as well,
tljat which points out not only the fault, but the remedy
also. But I could not yet acknowledge that all, or so
much, of the fault lay with me.
And as I listened I felt humbled and ashamed of my
grumblings and my self-conceit, and littleness, and I
said, “ It is I who am wrong, but I am ashamed ; I
will try again ; I will be more earnest, more painstaking, more sympathetic. I will study my pupils and try
to understand them better.”

The piano does not fully satisfy the ear; its per¬
formance, compared with that of bowed or wind instru¬
ments, is, in a manner, colorless, and its effect, in
comparison with the resplendence of an orchestra, is as
a drawing to a painting; but exactly on this account the
piano moves more powerfully the creative faculty of
both player and hearer, for it requires their assistance
to complete and color the significance of that which is
but spiritually indicated.—Geo. F. Edler.

appearance? We must decide, then, that when the inspi¬
ration is genuine, the fancy has at first ruled the singer,
and not the singer his fancy, and to control its vagaries
one must bring to bear force and fetters.
One point is made clear, that to get at the truth as to
the basis of inspiration we must go to the sensitive, im¬
pressionable singer, who has won the power to impress
others through a struggle with conflicting conditions ;
here we learn that inspiration is only another name for
appreciation ; the mind grasps the truth of the subject;
it is a part of itself; it sees and feels far beyond the
sight aud sense of less receptive natures. If the ideals
are high, if the moral qualities are strong, any sacrifice
of the art element will not be tolerated, and, acting un¬
der this discipline, the nature and the art, which in
combination form the artist, stand out clear and strong
in their individuality, winning favors from the wise and
the unwise alike, for it is one of the consistent charms
of art that, while it is inexorable in its demands upon
the artist, it has the greatest elasticity in its benefi¬
cence.
To sum up : The basis for inspiration is the truth
contained in the text—a truth which is in accord with or
appeals to the mind or heart, or both, in the singer, and
which is emphasized with taste and beauty by the com¬
poser, a blending of three personalities in one thought
or group of thoughts; the writer of the text, the com¬
poser of the music, and the artist who presents it—the
trinity in art. True inspiration is not from without.
Pride of achievement, consciousness of power, delight in
environment, afford to many minds not yet sufficiently
wrought upon by the deeper influence of art a sense of
exhilaration, an impetus to brilliant endeavor, that is
often misnamed inspiration. It will never pass for such
by those who have drunk deep at the fountain of art,
pure and undefiled.
*

*

*

*

„

*

If you have ambition to sing professionally, consider
well your responsibility before venturing the first step,
—unhappy those who embrace an alluring profession
because of its allurements. A noble character is a com¬
posite character. It has first and quickest of recognition,

opportunities? What issue will there be to the problems
a different shade to the tone, and, also, in a slight degree,
lent its influence to shaping the walls of every other
arch or cavity. This explains readily the fascinations of
the study of singing from the physiological side. The
disciples of that fortunately rapidly disappearing group
of teachers find so many physical problems to solve that
they have little time for the abstract study of singing.
They forget that every new physical problem multiplies
itself by all the others.
One of the hopeful signs for the students of the “ new
century,” just over the line, is the ready acceptance of
Shakspere’s new book, which is remarkably free from
distracting physical requirements. A voice should flow
like a brook. Like the brook, it may be made deep or
shallow, guided out into the sunshine or led into deep
shadows, plunge widely, even furiously down the steep
chasms, or murmur easily against soft banks, gathering
strength as it goes, broadening, deepening, until its name
and beauty become renowned. So grows the voice. We
should not dam it up to get reserve, or force it through
a hose-nozzle to make it beautiful, or do any other of
the ten thousand things which are being followed as
fads or pursued by way of experiment.
We should
recognize the natural possibilities of the instrument and
encourage and stimulate their growth, and the voice will
flow like the brook.
»

#

*

*

*

I have often wondered which class more thoroughly
enjoys music—those who follow it as a profession, or
those who depend upon it for recreation after the dis¬
tractions of a business life. The question is not a fruit¬
ful one, unless by comparison we gain a clearer insight
into the motive or springs governing musical effort. We
of the profession never tire of music ; its power to keep
alive the interest is so many-sided that enthusiasm may
be said to be characteristic of the musician, and, once
well within its spell, the life is, indeed, dull and com¬
monplace without it. Ask the musiciau what the spell
is that binds him so closely to his art, and he may begin
to tell you, but will soon hesitate and finally give up in
despair, for words illy express the emotions aroused by
such a question. An intelligent answer is impossible.

he must face ?
Let us play the observer and assume this questioning
attitude in regard to a pupil to whom his teacher has
just assigned a song as a lesson.
What will he do
with it? The value of results obtained is measured
by comparison with the possibilities of the thing in
question. Here is the song. We can not determine
what can be made of it unless we know it thoroughly,
are familiar with every feature. We must apply a
minute analysis to our song.
What is a song, viewed merely as an entity ? It is a
text, generally poetic in nature, which is adapted to a
“ melody ” to be sung, and an accompaniment to be
played by one or more instruments.
Let us first consider the text. As said before, this is
usually poetical, although not necessarily metrical. In
this text is contained a thought which the poet wishes
to be transferred to the consciousness of others. This is
done in two ways, either by silent reading which every
one who has a copy of the poem may do for himself, or
as in recitation, one person for many others.
The true meaning of the text lies not so much in the
verbiage as in the relation of the words to each other,
which relation is indicated by the prominence the skilled
reader gives to certain words and phrases, and the con¬
sequent subordination of others. The punctuation of
the text, if properly done, is an invaluable aid to an
understanding of the true meaning. The text of many
songs is so badly punctuated as to give rise to very pecu¬
liar and meaningless statements. The present writer
can not miss the opportunity of urging teachers and
students to lay the greatest stress upon the observance
of punctuation, even to the extent of correcting the
printed copy, if poor sense is the manifest outcome of
the punctuation used. This factor, punctuation, is the
key to correct, artistic phrasing upon which an intelli¬
gible rendering depends.
Then, too, the importance of careful reading aloud,
as if in recitation, can not be urged too strongly. If the
pupil can not correctly develop the idea and intent of
the poet in speech, how can he possibly do it in song ?
Every nuance of speech has its counterpart in song, and

KATHERINE LOUISE SMITH.

was a sweet girl, but she had no idea of musical
rhythm or melody. “Harmony,” she said, “ I have no
use for.” I felt her assertion was superfluous ; it was so
palpably true. Her mother was determined that the
girl should be a musician, and there ensued a period of
endeavor on my part, the fundamental basis of which
seemed to be the “beating-in” process—the futile
effort of trying to make something out of nothing.
How many similar cases teachers have ! She might have
made an excellent teacher of art; but of musical genius
she had not one particle. Every lesson was a torture to
her, and she confessed she never knew a discord from
harmony, and never listened to the sound of the notes
as she struck them, for it was useless. “All she wanted
was to read correctly.” It is needless to say that no
amount of effort could do anything for her, and we gave
She

it up.
There can not help but be many pleasurable experi¬
ences in every teacher’s life. The mutual endeavor and
sympathy between pupil and teacher helps so much in
the formation of a good musician. For this reason, I
§gg why a pupil might not do well with one teacher and
yet succeed with another.
Showy Pieces.

Oue amusing experience with a little girl only ten
years old causes me to relate it.
She had asked to take “ showy pieces,” but I did not
comprehend why. When she had taken about two years,
she announced that her father was about to become a
piano agent, and “she would go out on the road with
him to exhibit pianos.”
She ceased to take lessons, and I never heard from her
again ; but I thought of the poor little thing playing all
sorts of tempo in one piece, edifying the country people
who wanted “ an instrument,” and I have smiled many
times over her saying she “ was going out on the road.”
Verily, there are strange people and so-called musi¬
cians and infant prodigies in
If, according to Nordau, a
the correct place, produce a
be parents capable of trying
musical ability.

the world.
bump on the head may, in
musical genius, there may
it on children to develop

When I reentered the studio I found my little charge
standing before the piano, profoundly studying the in¬
strument.
He said, “ I’ve seen the inside of ours and my Aunt
Maggie’s piano, but they’re different from this.”
So I lilted him up and showed him the mechanism of
a grand piano.
“ Well, that’s funny,” he said.
“ I’d like to know
what all those wires are for.”
Seeing that the discovery of the new instrument had
riveted his attention, I explained its workings, and then
proceeded to teach him the notes on the staff. But he
had repeated them only once when he said, “ Just give
that paper to me and I’ll learn them when I get home.”
“ But how will you learn them ? ”
“Oh ! I have a way of my own of learning everything,
and there’s no use in trying any other way.”
And so, I have since learned, he has ; for he is the
most peculiar child I have ever known—so independent
that he will not allow even his mother to assist him
practice, and so proud that every failure fills him with
shame. Every measure must be thoroughly understood
before he will proceed one step.
It is certainly a pretty example of childish persever¬
ance to see the little lad struggle through a new lesson.
He grows so earnest that he becomes entirely oblivious
of his surroundings. His baby voice rises and falls with
the melody as he emphasizes the count for his little
weak fingers, and he works—oh, every inch of him !—to
grasp it all at once.
He is teaching me—is Raymond.

Studio Lesson and Home Practice.
G. P. ANDELFINGER.

How often during a music lesson the teacher hears
this complaint: “I don’t see what is the matter; I
played it all right at home.”
Allowing for the natural nervousness of a student
when he is trying to do his best for the teacher, whose
business it is to criticise, what is the reason that his
“ best ” proves so faulty ?
The first reading of a new lesson, usually under the

which makes this shoulder stand alone (its mate being
in no way conspicuous) is the great one that it once
was patted by Liszt—the “ great Liszt, my dear.” She
has much to tell which is delightful to hear, and when
we talk she tells me that I “ haf knowledges ” enough
for this, that, or the other thing.
How much “knowledges” is it necessary that a
music teacher should have? Sometimes I doubt that
the wisdom of Solomon would suffice. Knowledge is
not enough; “ knowledges" alone expresses it. When
young folks love and admire their music teachers,
they are apt to attribute to them much the same
limitless fund of knowledge as in their even younger
days they attributed to “ mamma.”
Suppose a confiding girl, first year in high school,
presents you at the end of a lesson with a riddle,
problem, what you will, and with a head full of
methods, music catalogues, pupil tangles or what not,
you do not at once leap to the logical sequence. Then
suppose she suggests that you “ do it in algebra ” !
Then, if a young man of eight demands to be told
what “ Mr. Paderewski used to think about when he
practiced five-finger exercises.” Ah, if he but knew
what he was asking—that you enter the deep, myste¬
rious region of Mr. Paderewski’s brain and drag there¬
from its childhood fancies ! Did he ever have a child¬
hood? “Did he ever practice five finger exercises?”
In the innermost cells of my own thought-department
dwells a doubt. But never will I allow my awful
skepticism to darken the innocent mind of a child, and
I answer in the affirmative. But, oh, the tortuous
questioning through one manikin alone has made me
squirm 1
For weeks at a time it would be “ Mr.
Paderewski,” and although I have read reams of
Paderewski literature, nowhere could I find “ knowl¬
edges ” sufficient to satiate this infant devotee.
These are but trifling examples, but the genial
dispensers of music lessons find it necessary to be
possessed of more and other “knowledges” than can
be obtained at any conservatory, and of an ability to
answer or parry—and this last is a fine art—any question)
on any subject, if he would retain the respect of the
awful and most majestic American Youth.

finish. It is not a mere support to the voice, but an
essential element of the song, and, as such, must be
treated artistically.
“She’s the Pink o’ Country Lasses,” by Zitterbart, is intended for the lighter hours, being in the socalled “ballad” form. It is a graceful song with a
pleasing melody and simple accompaniment.
“ Mazurka a l’Antique,” by Charles C. Draa, in a
favorite dance rhythm, will be found interesting from
various standpoints; melody, harmony, and rhythm
being in some respects a thoroughly original composition.
It will well repay careful study.
The player must not
forget that a mazurka needs clear and strong rhythmic

effects, and that accents must be firm.

Mr. Frederic

A.

Lyman,

of Syracuse, N. Y., died in July, aged

Prior to his death he was in charge of the public-school

music in Syracuse, which position he had held for ten years.

Mr.

Lyman was a pupil of John W. Tufts and prominently identified
with the “ Normal Music Course,” which is in use in many schools.
He was very successful in his work as teacher, lecturer, and writer,
as well as composer.
organist of Plymouth Church, Brooklyn,

has prepared a series of lecture recitals on sacred, choral, and organ
music, illustrated by stereopticon.
Mr. E. M. Rugby has been elected organist and choirmaster
Central Church, in Des Moines.

of the

It is one of the largest churches in

the West and has a fine organ.
Miss S. C. Very will have a busy season with her lecture engage¬
ments in New York and vicinity.

She will give one series in Phila¬

delphia.

Mrs. E. S. Bemus.

“The Masters and Their Music” was duly received
and I give it my most hearty endorsement. It arouses
an enthusiasm for the best music while pointing a way
to its study.
Ophelia Foley.
The “ Third and Fourth Grade Pieces ’ ’ for the piano
I have examined and find them admirable for teaching
purposes. They are all melodious and attractive.

S. Becker von Grubill will give a series of piano recitals in the
His headquarters will be at Dallas,

Texas.
Mr. Perley Dunn Aldrich,

of Rochester, spent the summer

iu

Paris making a specialty of the study of the development of song
He was with Irabadelo.

Marie Store,

Fred Alton Haight.

I have received Dr. Clarke’s hook on “Harmony”
and, after a careful examination of it, do not hesitate to
pronounce it most excellent. I like his clear, simple
style, and think it will prove jnst the treatment to use
in teaching pupils who too often regard the study as
dry and uninteresting.
Received Landon’s “Sight Reading Album,” and
found it just the thing that was needed for a young
friend of mine. The judicious selections of standard
compositions in easy form and careful gradation seem
well adapted for young students’ wants, offering them
small doses of earnest study, sugar coated with pleasing
melody. This book will have a mission.
Henbiette Straab.

I am delighted with the new work on “Harmony,”
by Hugh A. Clarke. He is the only one I know of who
makes the study of harmony not only practicable and
interesting, but positively fascinating.
Mrs. Louise Pearis.

I have examined Landon’s 11 Reed Organ Method ’ ’
and found it to be just what I needed. I think it is the
easiest and most simple reed-organ method I have ever
seen for beginners.
Charles S. Wengerd.
The “Sight Reading Album,” by Charles W. Landon,
recently published by you, also deserves the highest
praise. It fills a long-felt want and will be welcomed
by every progressive teacher.
Mr. and Mrs. P. C. Tucker.

Southern States and Mexico.

Miss

“ The Masters and Their Music ” is just the book for
the advanced pupils of every music class, and the pro¬
gram mentioned therein will be of the utmost value to
both private and conservatory teachers.

most successful season of teaching, due very largely to
The Etude, the excellence of your editions, and the
methods of supplying the same. My comparatively short
period of dealing with you has been of inestimable
value to me, and, of course, I will continue to order al¬
most exclusively from yon.

Louise S. Allison.

Mr. Charles H. Morse,

meaning.

Your new publication, “The Masters and Their Mu¬
sic,” by W. S. B. Mathews, has been received, and I am
very much pleased with it. It is entertaining and at the
same time instructive, especially in the matter of pro¬
gram-making.
H. Louise Leech.

I received “The Masters and Their Music,” and am
delighted with it. It should be found in every musical
library, and I will take great pleasure in introducing it
to my friends.
Geo. P. Skinner.

HOME NOTES.

thirty-four.

am much pleased with the book. It is of much value
for student and teacher, and will be especially helpful in
preparing next year’s program for our music club. Of
themselves, the books of Mr. Mathews form a library,
fresh and vigorous, comprehensive, practical, and up to
date.
Iola M. Gilbert.

soprano and violinist, formerly of Menom-

onie Wis., will locate in New York.

She has already made a num¬

ber of concert engagements.
F. R. Webb, director of the musical department of the Virginia
Female Institute, Staunton, Va., spent a portion of his vacation sea¬
son on a bicycle- and canoe-tour.

The “Third and Fourth Grade Pieces ” are fine, and
the notes and notation help immensely. I am delighted,
too, with his “Masters and Their Music” and expect
to have good use of it this winter. It would be a help
to a teacher anywhere; but here, where we hear no
good music, it is a perfect treasure. Dr. Clarke’s “ Har¬
mony,” also, is just what I have been wanting a long
time.
K. Theisz.
Your Clarke’s “ Musical Dictionary ” is so satisfactory
that I have secured an order from one of my friends.
Bessie Conklin.

Notices for this column inserted at 3 cents a word for one insertion,
payable in advance.

Copy must be received by the 20th of the

previous month to insure publication in the next number.

W

ANTED.—PIANO TUNER DESIRES POSITION
in warerooms or factory. Was concert tuner for
Chickering & Sons, Boston, Mass., during past winter,
and is highly recommended by that firm. Thorough
factory and outside experience. Address Tuner, care
of Etude.

A

n EXPERIENCED LADY PIANO TEACHER
desires position as assistant teacher in seminary or
college in exchange for course in Harmony, History, and
Composition, including home. Address Box 283, Nokomis, III.

Theodore Presser, Publisher,
most AttNaotive
Vi*'

of all

JVIusie Books.
¥

¥

Music Talks
With Children.

Station A, Philadelphia, Pa.

-S-

New Musical Oame._>>

ELEFTJErjTAIRE.
A Pleasing and Instructive Game Teaching
the Rudiments

of

Music.

BY )W. S. 1WORRIS.

TNOJVlflS TAPPER.

Published by

Station A.

THEO. PRESSER,
PHILADELPHIA, PA.

S3.00, without Bell.
4.00, with Bell.
These are of the finest workmanship, thoroughly tested,
lid and key attached.
$2.50, without Bell.
3.50, with Bell.
These are better than the ordinary metronomes now
being sold for more. Key attached.

Price

Pfi.ee $1.25.

The beautiful spirit in which this book has been written
can be found in the first, eleventh, and twenty-fifth chap
ters. There is here touched upon that which creates the
music possibilities, and yet nothing like it has come into
the literature of music up to this time. Hence the book
is thoroughly new in content as well as in its purpose to
be a child’s music book.
The remarkably few books on music intended for chil¬
dren would of itself make this work welcome to thousands
of readers; yet beyond this we predict that there will be
found in it a charm and value entirely without parallel in
the literature of music.

(GUARANTEED).
New importation of the best Metronome manufactured,
in two qualities :—

.. BY ..

Bound in Cloth.

METRONOMES

....

50 Cents.

We guarantee both for one year from any
defect in manufacture.

T I f HIS game consists of two sets of cards, so that the
This is one of the articles where it is economy to pay
game can be played as either one or two separate a little more in the first place and get a first-class article.
A-’ games,—one teaching the lines and spaces and the
Quantity discount allowed.
Transportation 30 cents extra.
other the major and minor chords and their signatures,
When you want a good Metronome, and run no risk as
the latter a little further advanced than the former. By
to its being perfect, send to
pleasing pastime the rudiments of music are quickly
placed in the memory. A key and full directions accom¬
THEO. PRESSER,
pany each game.
STATION A.
PHILADELPHIA. PA.
The game is intended for children or beginners in music.

Scribner’s Musical Libraries.
A NEW DEPARTURE.

Published by

TfiBO. PRESSER,

STATION A.

PHILADELPHIA. PA.

MUSIC ENGRAVING AND PRINTING
IN ALL ITS BRANCHES.

THE OLDEST AND LARGEST ESTABLISHMENT IN AMERICA.
Send for Samples and Price-Lists.

Copyrights Attended to

THE ZABEL-WORLEY CO.,
719, 721, 723, and 725 VINE STREET,

-

PHILADELPHIA, PA,

Musical Reference Libraries, embracing works in every department
of Musical Literature for the use of Musical Schools, Colleges, Music
Students, Music Teachers, and Music Lovers.

A io=Volume Library for $10 net
A 25-Volume Library for $25 net
A 5o=Volume Library for $50 net
A 100-Volume Library for $100 net
Also $10 and $25 Pianists’ Libraries, Violinists’ Libraries,
Singers’ Libraries, and Organists’ Libraries.
Send for Pamphlet giving full particulars.
Also• a^Descriptive Catalogue—Scribner’s List of Musical Literature (144 pages)—sent free to any address. Includes Musical Biograpmes, Musical Bistories ard Dictionaries, Criiical Wtrks, Essays,
Works on the Piano, Organ, Violin, the Voice and SiDgiBg, Etc.

Charles Scribner’s Sons, 153-157 Fifth Ave., New York.

Theodore Pres
most Attractive
Vr

THEODORE PRESSER,

25.000 SOLD.

JVIusie Books.

A 1ST DON’S

¥ ¥

Music Talks

REED ORGAN METHOD
BY CHARLES W. LANDON.

With Chil

(Simplex and Kindergarten)

1708 Chestnut Street, Philadelphia, Pa.

PRICE $1.50.

FOREIGN FINGERING.

Has been indorsed by the most prominent American
musicians and adopted by the leading Conservatories,
such as New England Conservatory, Boston ; Canadian
College of Music, Ottawa; Metropolitan School of Music, No. 5. QUEE
Otto H
Toronto, etc. The musical apparatus has been patented
This is with
in America, England, Germany, Belgium, Italy, and
published in y
other foreign countries, and can only be obtained by
and well writ
those who complete the necessary course of study
attention of te
under Miss Evelyn Ashton Fletcher, the originator of
adapted for tea
the system. Classes for teachers will be formed in New
No. 6. AMER
York this fall. For further particulars, address

T. Pau

.. BY ..

480 Ontario St., Toronto, Canada, until Oct. 1st,

THOMAS TflPPE
Bound in Cloth.

Pric

The beautiful spirit in which this bool
can be found in the first, eleventh, and
ters. There is here touched upon that
music possibilities, and yet nothing lik
the literature of music up to this time,
is thoroughly new in content as well as
be a child’s music book.
The remarkably few books on music
dren would of itself make this work wel
of readers; yet beyond this we predict
found in it a charm and value entirely t
the literature of music.
Published by

Station A.

Herbe

One of the f
years; a spec
teaching purp
musicians in th

THEO. PRl
PHIU

MUSIC ENC
THE OLDEST AS
Bend for Samples and Price-LI

THE 2
719, 721, 723, and 72S

The pieces are selected from the best composers and
are copiously annotated, and each piece has a lesson in
which every point is fully explained and every possible
help given the pupil.
The method is superior in many practical points to
those in general use.
It is carefully graded, no difficulties appearing until
they are prepared for by the preceding pieces. Every
new thing is fully, clearly, and concisely explained and
illustrated. Not only how to do a thing is shown, but
the whys and wherefores are given. Every piece is es¬
pecially arranged for the Reed Organ ; they are not
Piano music, nor are they Pipe Organ pieces. Further¬
more, the pieces are arranged to bring out the best ef¬
fects that the Reed Organ is capable of so finely giving.
In short, the book treats the Reed Organ as a Reed
Organ, the music all being arranged on that basis.
Many new and charming effects are shown. Every piece
is fully annotated, fingered intelligently, effectively
phrased, and the expression indicated. The theory of
phrasing and expression is thus taught. The “Reed
Organ Touch ” is taught, a hitherto neglected feature in
the study of this favorite instrument. Touch, as here
taught, makes the player far superior to the ordinary
performer on this instrument.

and

then

address

1125 Madison Ave., NEW YORK.

Portraits of Great Musicians
LIFE SIZE, 22 x 28 INCHES.

MOZAET, LISZT, WAGNER,
MENDELSSOHN, AND BEETHOVEN
Price 50 cents, net.

HANDEL,RUBINSTEIN, CHOPIN,
SCHUBERT, AND HAYDN.
Prioe $1.00. Pottage and Tube, 10 its. Extra
othbbb to follow.

SEE W

We believe
published in t
them fully and
opportunity t
we agree to fu
cents, or any

. ^he elegant portraits have given the greatest satisfac copies for S1.0
tion wherever introduced. The former price for these In making an
was $4.50 each, without frame. Suitable for the most in The Etud
elegant Studio, Music Room or Parlor.
We have also three fine artotypes of musical subjects 22 x 28 inches, entitled:
J

The left hand is especially developed. Every feature
of technic is unfolded by beautiful pieces, thus doing
away with a long series of dry and taste-destroying ex¬
ercises.

HARMONY,
BEETHOVEN AT THE PIANO
INSPIRATION.

THEO. PRESSER, Publisher,

Any or all framed and sent by express when desired.

PHILADELPHIA. PA,

The latest,
Mr. Pauli. T
issue; a brigh
finish. The fi
“ America,” th
fail to order a

Price 50 cents each, net.
Address

THEO. PRESSER, PHILADELPHIA.

a copy throug
somest issued
than 81.00 ca
out a sample
containing 30
Address all
Publishers.

E. T.

~

ern trip in Janaary and February.

stents in the Eastern 8tatoa during the spring months.

Engage-

ADKINSON MUSICAL

JVTr. Frhkk

H- Tubbs,

Already introduced iuto twe
Union, and into Canada.
IMPROVED EDITION.

Voiee Culture...

Inquire of M

. .. and Singing,
121 West 42d

Street,

-

New York.

CORRECTION

A SP
Mr. Tubbs will teach at his seashore home at Allenhurst, N. J. during July and August. Teachers of Vocal Music, or those preparing to
he such, solicited. Send for circulars about summer teaching and daily
lessons. Allenhurst lies between Long Branch and Asbury Park
Tinest summer location on the coast.
Hr. Tubbs will teach at New York through May and June (time
■atil May ie now all engaged). Addreee all inquiries to

FHHNK

HUBERT

3600 Hamilton St

H. TUBBS,

THE INT

121 West 42d Street, New York City.

THE CRANE

Normal Institute of Music
lingers prepared for ohnrch positions or concert engagements. Piano
Infraction, Virgil Clariere furnished for practice. A thorough course
fa Harmony, Acoustics, Analysis, History, and Pedagogy

A

National

Institution

STAT^^JNIVERSITY

A SPECIAL COURSE FOR SUPERVISORS OF MUSIC.
For circulars apply to MISS JULIA I. CEASE, Potsdam, N. I.

1616 North Seventeenth Street, Philad

MUSIC IN ALL BRA

Instrumental and Vocal, Technical and The

STUDENTS ADMITTED AT ANT TIME, UNDEB A FACULTY OF SUPE
VIRGIL OLAVTER METHOD A SPECIALTY.

THE SUCCES

ADOPTION OF THE ABOVE METHOD IN PIANO DEPAR
NO

DOUBT AS TO ITS

SUPERIORITY OVER AL

Students desiring Dramatic as well as Vocal Culture can be t
mtteaUy taught by our vocal instructor, Mr. Bobt. Schurig.
Catalogues mailed upon application to

VIVIAN

